conducting descriptive analyses of performance-centered cultural events. As a method, CPAS is oriented to the process used by performance ethnographers (the human instruments in qualitative research) to organize their thinking about complex perceptions of, and linear writing about, performative-cultural events. CPAS can be used at three stages of ethnographic research: (1) as preparation before going into the field, (2) by a participant observer during the performance, and (3) as a guide for writing the kind of scholarly discourse that gives linear form to experiences where there is simultaneous perception of multiple phenomena.
Culturalperformanceanalysisspheres(CPAS)isaninterlinkedmethodfor
conducting descriptive analyses of performance-centered cultural events. As a method, CPAS is oriented to the process used by performance ethnographers (the human instruments in qualitative research) to organize their thinking about complex perceptions of, and linear writing about, performative-cultural events. CPAS can be used at three stages of ethnographic research: (1) as preparation before going into the field, (2) by a participant observer during the performance, and (3) as a guide for writing the kind of scholarly discourse that gives linear form to experiences where there is simultaneous perception of multiple phenomena.
The presentation of the CPAS method is written by Kristin Bervig Valentine in the first person. To demonstrate an application of the method, an ethnography of a Chinese New Year public-cultural performance in San Francisco is written by Gordon Matsumoto, also in the first person. The conclusion is written by both authors.
CPAS METHOD
CPAS improves in two ways on other methods for observing, analyzing, and writing about ethnographic performance previously published by scholars in performance studies. First, it concentrates on integrating the process of doing performance ethnography from the point after topic selection through manuscript preparation. Second, it shows, through words and a visual diagram, how researchers can link the intersecting and interwoven knowledge and perceptions received during three phases of inquiry (preparation, field experience, and writing) to functions and meanings of publicly accessible cultural performances for the intended audiences.
In research demonstrating performance ethnography (e.g., Conquergood 1982 Conquergood , 1991 Conquergood , 1992 Fine 1995; Valentine and Valentine 1997 , 1998 , 2000 Bell 1999 ), none takes into account the extent and number of domains introduced systematically in CPAS. Bell's (1999) discussion is on understanding cultural scripts. Conquergood's (1982 Conquergood's ( , 1991 Conquergood's ( , 1992 inspired ethnographic work, presented in print and on video, with Chicago gangs and Hmong refugees focuses on the cultural politics of performance. Fine's (1995) The Folklore Text: Performance to Print is more narrowly focused on a useful and detailed scheme for transcribing the linguistic and paralinguistic features of the folklore performance. Valentine and Valentine's (1997 , 1998 , 2000 research in Spanish Galicia focuses on the interaction of performer, audience, and performance but not on the place of these interactions in the larger spheres surrounding the immediate event.
Through the years, I've consulted numerous significant works in folklore, anthropology, and ethnography for methods that can help one organize the swirling experience of immersing oneself in a cultural performance (e.g., Royal Anthropological Institute of Great Britain and Ireland 1951; Murdock et al. 1982; Rosaldo 1989; Anderson and Goodall 1994; Marcus 1999; Murphy 1999 ). These and others have been helpful to me in developing CPAS as a contemporary, multilayered method for a performance ethnographer to use in understanding public-cultural performances. CPAS as a method brings together much of the earlier methodological research but is further developed and designed to encourage new thinking about framing performance ethnographically and to help researchers interpret, explain, reflect on, and communicate the contextual nature of cultural performances. Being able to set out the structure of a complex performative event is fundamental to performance studies. By "complex," I don't necessarily mean that it is complicated (although it may be that, too), but rather that it is (1) divisible into different categories, (2) the categories are arranged in specifiable ways, and (3) each category has a specifiable function in the structure of the whole. CPAS, then, can be used to create an ethnography that describes and analyzes polydimensional and polyvocal cultural performance experiences.
The basic outline of the CPAS method is illustrated in Figure 1 , which represents, in a series of interrelated circles, those separate aspects of performative events that often occur simultaneously.
Before taking a closer look at the CPAS method, a definition of key terms in the title is in order. Cultural performances are those repeated and significant actions that are deemed by custom or authority to be appropriate for a particular occasion, thereby giving a sense of unity to the participants and to their actions. Examples of the type of cultural performance for which the CPAS methodology is appropriate are public secular celebrations (e.g., parades, political rallies, Fourth of July extravaganzas, graduation ceremonies, and dedications of historical monuments), public religious celebrations (e.g., Bar and Bat Mitzvahs, weddings, baptisms, funerals, and Easter and Ramadan activities), and events with both religious and secular elements such as Christmas pageants. In practice, as Fuoss (1995) pointed out, cultural performances are framed by five key dimensions:
First, cultural performances are temporally and spatially framed. Second, they are programmed, following a more or less structured order of activities. Third, cultural performances are communal insofar as they provide an occasion for coming together. Fourth, cultural performances are heightened occasions involving display. Fifth, cultural performances tend to be prepared for and often publicized in advance. (P. 95) The five different research traditions (along with the past twenty-five years of reading, writing, and conducting scholarship in performance ethnography) that have influenced my development of CPAS are (1) ethnography (descriptive analysis of cultures and social settings), (2) naturalistic research (methods that focus on normal, natural settings and how participants perceive them), (3) grounded theory (inductive development of theory from observations and experience), (4) feminist research (research on behalf of women, particularly the feminist challenge to "authority and experience, access and privilege, identification and difference, embodiment and representation, and subject relations" [Langellier, Carter, and Hantzis 1993:115] ), and (5) radical empiricism ("Unlike traditional empiricism, which draws a definite boundary between observer and observed, between method and object, radical empiricism denies the validity of such cuts and makes the interplay between these domains the focus of its interest" [Jackson 1991:3] ).
CPAS METHOD EXPLAINED
The principle domains in the CPAS method are Sphere E (Ethnographer[s]/Ethnography), Sphere C (Cultural Contexts), Sphere I (Performance In Situ/Immediate Ambiance), Sphere A (Audiences), Sphere PP (Primary Performers), and Sphere P (Performance, the Semiotic Text).
Because each domain permeates all other domains to a greater or lesser degree (no domain is neatly separated from another), the boundaries around the domains are fluid and fuzzy. To begin the explanation of each of the spheres, I refer to a cultural performance held in Santa Fe, New Mexico, that I attended at the invitation of a Santa Fe native. In Santa Fe, each September, as part of the Fiestas de Santa Fe, a giant marionette named Zozobra ("Old Man 
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Gloom") is set ablaze at night on a hilltop overlooking a crowded baseball field. That the boundaries of this event are fluid and fuzzy is evident as the audience watches the fire dancer, hears fireworks, sees the white figure flailing its arms, and remembers past Zozobra events. The background of this yearly event is the collected cultural experience of the citizens of Santa Fe, who, metaphorically, say they equate the burning of Zozobra to the banishment of gloom for the year.
Thus, the ethnographer, multiple Santa Fe cultures, the physical ambiance, performers, audience, and the performance influence and are influenced by each other. Analysis of one domain necessarily requires analysis of all the others, or, from another viewpoint, "Despite our desperate, eternal attempt to separate, contain, and mend, categories always leak" (Trinh 1989:151) . Even though, in reality, all domains are mingled in the minds of the participants and of the ethnographer, CPAS is designed to meet the need for some separation of domains for the purposes of description and analysis.
There are, of course, infinite levels of abstraction beyond the concepts presented in the fuzzy-edged circles shown in Figure 1 and described below. I am aware that spheres of influence can be added or extended infinitely to take in more and more domains (e.g., personal histories that brought participants to this place and time, cultural histories of the people who created the rituals, and chronological influences on the performance). Only the exigencies of time, energy, and research communication limit the extent to which a researcher might want to extend the circles inward or outward.
Sphere E: Ethnographer(s)/Ethnography
As shown in Figure 1 , the process of the CPAS method begins with Sphere E, the outermost domain and the one most removed from the dynamic center of the performance event. This sphere carries information about the ethnographic researcher and relevant prior research. When ethnographers are present at cultural performances, they (and the experience, education, and memories that brought them to this point) become part of the performance and influence perceptions of it. (In the Zozobra example, if, say, the researcher has lived in Santa Fe all her life and is studying ethnography at a university, she brings all her cultural and educational knowledge to the events at the baseball field.) This outermost domain is placed first for three reasons: (1) ethnographers must prepare themselves for the experiences of the cultural event, (2) readers should know from the outset what has influenced the person organizing the information and providing commentary for them, and (3) both ethnographers and readers should be made aware of sig-nificant previous research and relevant personal reasons for conducting the current research. Theoretical memos are generated during the process containing inductive or deductive thinking about people, texts, and other features and experiences encountered along the way.
Thus, included in Sphere E is all the significant previous research on the topic that has influenced the thinking and sensitivity of the researcher plus personal information about the researcher including (when relevant) information about class, race, ethnicity, religion, gender, and other cultural factors. One cannot put too much emphasis on preparation of the ethnographer as a human instrument. As Athanases and Heath (1995) noted, "A researcher who lacks sensitivity to demands in the lives of informants, or who holds fast to the comfortable distance of authority rather than becoming a learner in the culture, severely limits the nature of the data and undermines the research" (p. 267). All of the foregoing preparation and information now become part of the activity that is Sphere E.
Sphere C: Cultural Contexts
The next level, circling closer to the event, is cultural contexts. As it is used here, the term culture refers to that unique set of interlocking personal and public stories, rituals, customs, values, and beliefs that characterize a specific community. Cultural contexts are filled with interlocking features that give meaning to the lives, and influence the behaviors, of individuals, families, high-context (tightly organized) groups, and, to a lesser extent, low-context (loosely organized) groups. Culture is society's map of realityits worldview internalized by its members to make sense of their collective lives. For an understanding of the affiliated group that creates and maintains the cultural performances, information about class, race, ethnicity, gender and other relevant cultural factors becomes important. Let's say, for example, that the ethnographer is a member of the Hispanic and Anglo communities in Santa Fe and that among her ancestors was a Spanish soldier who entered the valley in the seventeenth century. She has participated in the Zozobra celebrations since she was a child and would have insight into the various cultural contexts surrounding the events in the fiestas. At this point, self-reflection and checking one's perceptions with members of the culture are essential. Foss and Foss (1994) caution that dialogue, negotiation, and critical reflection must occur "so that the research product is a joint construction of the participant's experiences and interpretations and researchers' presentational expertise" (p. 40). Experiencing the meanings implied by this sphere is much more complicated than it appears at first glance.
Sphere I: Performance In Situ/Immediate Ambiance "Performance in situ" is folklorist Barre Toelken's (1979:93) term for the setting and ambiance of the performance. Included in Sphere I is the physical location-time of day, season, year-and the olfactory, gustatory, tactile, auditory, and visual experiences at the cultural performance event. Here, for example, the ethnographer of the Zozobra event would describe, among other impressions, the forty-foot-high Zozobra marionette constructed of white cloth stuffed with newspapers, wearing a black bow tie and with pizza pans for eyes, chartreuse hair, and red fingernails.
In addition, she would describe the smell of the fireworks, the redfeathered plumes of the fire dancer, the antics of the Gloomlets (children dressed in ghost costumes), and the noise of the crowd yelling, "Burn him!" Recognizing that the senses of all the participants, including the researcher, are bombarded with simultaneous sensory impressions, she attempts to record (through memory and, when appropriate, field notes, along with audio and/or video recordings) as many particulars as possible. The object here is to learn about the relationships among the observable phenomena at the site of the event. Later, in the writing phase, the event is described so concretely that participants can verify accuracy and that new and distant readers can experience it vicariously.
The ethnographer, cultural contexts, and ambiance spheres having been described, I am ready to move to the domains at the center of the CPAS diagram. The performative event itself is represented by an interlocking set of three spheres: the audience, the primary performers, and the performance's semiotic text. On this nucleus is where most traditional performance research has been focused. These elements are central to the drama of the cultural performance. The reason the spheres are interlocked in the diagram is that, although enactment often blends these three elements, they can, at the discretion of the ethnographer, be separated for purposes of description and analysis.
Sphere A: Audiences
In Sphere A, details of the audiences (physically present and implied) are given. A helpful typology of audiences is found in Dynamics of Folklore, where Toelken (1979) described three types of audiences at a traditional cultural event: (1) the "central audience," made up of those members of the culture who are physically present and who directly influence, and are influenced by, the performances; (2) the "bystander audience," made up of those people present at the performance who are sympathetic but not part of the culture (a visitor or a nonnative ethnographer would fit into this category); and (3) the "cultural audience," the more general, implied audience that, although not physically present at the event, is, in the minds of the participants, metaphorically looking over the shoulders of the participants and judging the appropriateness of their behavior (Toelken 1979:108-9) .
Each of these audiences, including the ethnographer-as-audience, needs to be examined for its impact on the event. At the Zozobra event, for example, the central audience of about 20,000 people was described by the ethnographer as being packed tightly together on the ball field and knowing what to do and say because of their presence at previous Zozobra burnings. Among the bystander audience was a visitor from California who, when interviewed on television after the burning, told the interviewer he hadn't known what was going to happen as he followed the crowd to the ballpark and was awed by the sight of the flailing white-sheeted marionette burning red in the darkness. The cultural audience would be those Santa Feans who know how the whole experience is supposed to be played out even if they decide to forgo attendance.
The sense lenses of the central and bystander audiences are constantly being altered. Langellier's (1983) discussion of changing perceptions of a theatrical audience can be applied to audiences of a cultural performance as well:
[The] act of audiencing requires the combination and recombination of all the audience sees on its journey in an effort to grasp the text. Perspective follows perspective in a process of continual modification of the text, which carries with it memories of past sites as well as anticipated sights. . . . At no time is the "whole" text available to members of an audience: their shifting vision does not exhaust the total journey. (P. 38)
The "shifting vision" metaphor Langellier (1983) uses is an appropriate one for the unavoidable process undergone by the audience as it continually frames in, and then frames out, perceptions. While one phenomenon is being observed, another phenomenon may be missed entirely or only observed tangentially. It behooves the ethnographer, therefore, to use member checking to verify and expand perceptions of audience behavior and to discover important missed perceptions from other audience members.
Sphere PP: Primary Performers
Sphere PP contains the performers. In a sense, of course, audience members can be said to be performing roles as spectators, but for clarity's sake the information in this domain is concentrated on the principal actors in the performance. These are the people who are directly responsible for the perfor-mance and who perform the actions and words that form the symbolically significant texts appropriate to this particular performative-cultural event. They are usually distinguished by a physical separation from the audience and a heightened sense of purpose and are the persons who carry out the linguistic and nonverbal actions demanded by the text and the situation. A description of the primary performers for the Zozobra event, for example, would include Kiwanis Club members who manipulated the voice and movements of Zozobra, the fire dancer who torched Zozobra's skirt, and the children (Gloomlets) who danced around the bonfires, as well as the Anglo drummers and the mariachi band from Mexico. Specific performer roles are described and analyzed as part of this sphere.
Sphere P: Performance
The semiotic texts of the performance itself are the focus of Sphere P. As defined here, the semiotic texts are what is said or done that is symbolically significant to the participants as ascertained by the members of the group. It is those charged moments of the saying and doing that are at the heart of this stage of the process. A final example from the Zozobra event can help explain the performance domain. As the crowd shouted in unison, "Burn him! Burn him!" the magnified voice behind the figure groaned and moaned, drums pounded, and fire crept up the marionette's skirt. As the fire dancer wove his way around Zozobra's feet, igniting the newspapers stuffed inside him, the fire jumped from the marionette's skirt to his mouth before finally consuming the entire figure. The eyes fell out, the fireworks started, and the pace of the Gloomlets and the fire dancer quickened. As the fire died out, the crowd made its jovial way to the exits.
The performance text is recognized by participants as their highlighted and heightened conduct on display for an audience. The sense lens of the researcher continues to affect what parts of the performance are being absorbed. As Briggs (1993) Perceptive researchers will again go back to the participants in the cultural performance to check the accuracy of written descriptions, analyses, observations, and interpretations (as I mentioned earlier, a helpful system and rationale for carrying out semiotic transcriptions of the performance texts was developed by Fine 1995) . The interpretations of the ethnographer of performance are balanced and checked by the interpretations of the cultural group whose performance is the focus of the research. The dialogue should be thought of as continued and open ended.
In writing about these last three categories (audience, primary performers, and performance), the ethnographer interweaves and overlaps categories. Because they are perceived as interwoven and overlapping (by the participants, the audience, and the performance ethnographer), the permeability of their boundaries is both inevitable and desirable.
Occasionally, and perhaps only for brief moments, the physically present audience, the performative-semiotic text, and the performers are so connected that a seamless moment of union, blending, and merging exists that can be called fusion-that point of total presence when those who take part stop their parallel processing of reactions and become part of the flow of the performance. The fusion point, although placed in the center of the diagram, may be only a momentary suspension of self-awareness-a dynamic moment when a performance melds performer, semiotic text, and audience. It is possible for ethnographers either to experience fusion or to observe what they believe to be fusion in others. If the former situation obtains, what they lose in objective mental knowledge, they gain in subjective body knowledge, a situation that may, in the long run, be beneficial to the quality of the ethnography.
Return to the E Sphere
After moving through the spheres to the center, the researcher goes back to Sphere E (Ethnographer[s]/Ethnography) for analytic commentary. Now, possessing an awareness of the functions of each of the other spheres, the researcher usually finds that she must revise the stance taken at the beginning of the process. The researcher knows herself better now as a human instrument, has engaged in member checking, has created theoretical memos along the way, and has been taught by subsequent experience, education, and memory what was only dimly grasped when the task was first approached.
By returning to Sphere E, therefore, the researcher begins to demonstrate the knowledge of self and culture that has been gained. The process, at this point, often becomes a radical experience changing the researcher in profound and unforeseen ways. Now that I have laid out the premise for the CPAS method, it is time to examine an extended example of how it can work. Gordon Matsumoto used CPAS to prepare for, experience, and then write about a cultural performance of the Chinese New Year in San Francisco.
CPAS METHOD APPLIED: THE SAN FRANCISCO CHINESE NEW YEAR PARADE-A SECULAR PUBLIC CEREMONY
The San Francisco Chinese New Year parade produces for its audience a great tumult of sounds and smells. This mix is entangled with my own personal history and culture, which intersects the performance. Furthermore, the event's own context is interwoven into a tapestry of culture, history, and motives. Applying the CPAS method structures these elements and brings clearer understanding to the complex mix. Beginning with Sphere E, I can see how my past experiences form my present views.
Sphere E: Ethnographer(s)/Ethnography
I grew up in the San Francisco Bay area, so its two-week Chinese New Year celebration was close by. During five of my teenage years, my friends and I drove to San Francisco to attend the parade. Until 1995, I had not been back in thirty years.
I did, however, continue to celebrate the Chinese New Year at home, eating good-luck candied melon amidst sprays of good-luck quince blossoms. Good-luck foods and sprays of blossoms are the remnants of Chinese influence that remain embedded in my own Japanese heritage. My parents still clean their house and put away scissors and knives-lest they "cut their luck." But even the old folks' motives grow faint as the years pass.
I recall the parade as unpolished but full of charm. I remember dignitaries waving from shiny convertibles. I remember marchers dragging parts of their costumes behind them as they traversed the San Francisco terrain to the parade terminus at Columbus Avenue. Mythical creatures with long serpentine bodies wove through the street. Then, to signify the finish of the parade and the start of another prosperous new year, the sharp retort of firecrackers filled the air with sound, the smell of rotten eggs, and bits of red paper. This is the event I remember. In my earlier experiences, I had little knowledge of the parade's cultural background and no knowledge of its history.
Sphere C: Cultural Contexts
The event is billed by the San Francisco Chamber of Commerce as "the biggest Chinese New Year parade in the world." This boast contains more pride than substance, since the rest of the massive Chinese world does not normally march in parades. Except for religious processions and military events, Western-style parades are relatively unusual in Asian cultures. Instead, they celebrate this event as a family ritual of good luck and renewal (Brown 1987:5) . A turn-of-the-century photograph shows a parade of European American men hatted in bowlers and white skimmers alongside Chinese men wearing queues and embroidered jackets (Dicker 1979:97) . The parade, therefore, is an adaptation of Western celebrations and indicates early cooperation with the dominant culture of San Francisco. Many of the original inhabitants of San Francisco's Chinatown were from the Canton region, and to this day festivals from that region play an important part in Chinatown events. Moreover, the festival reflects the infusion of Asian cultures into San Francisco over the past century, so traces of the Han Lunar New Year, four other versions of Chinese solar and lunar calendars, the lantern festival, and various southern Chinese spring festivals are evident (Bodde 1975:139-92) . Finally, the celebrations now include the recent infusion of ethnic Chinese from Southeast Asian countries who add the flavor of their Tet New Year festivals. Altogether, the event spans fourteen days. The parade and important private celebrations of family and friends are adjusted so the two events take place on successive weekends. This adaptation to American life allows celebrants to carry on at their jobs during the rest of the week (Huang n.d.:6) . In other words, the Chinese New Year celebrations in San Francisco are syncretistic performances.
The Grant Avenue Bazaar takes place during both weekends, with sidewalk tables stacked with flowers and special foods to ensure a prosperous new year. During earlier years, the first weekend bazaar was full of Asians busily gathering materials for their new year celebration. The second weekend bazaar used to be full of European Americans in town for the parade, the most significant San Francisco tourist attraction of the winter. But the differences are fuzzier now, with a hectic mix of faces, tasks, and objectives blending both weekends together.
The parade had its origins in 1850 and became a significant civic event in 1953 when the Chinese Chamber of Commerce sanctioned it. Since then, it has grown into a national event, with live international broadcasts beginning five years ago (Year of the boar 1995). Currently, the parade is telecast to Hong Kong and Taiwan, where it is referred to as "the American parade" (K. Wong, personal communication, 12 June 1995) . So now the boundaries are blurred and continue to change with this year's wintry parade.
Sphere I: Performance In Situ/Immediate Ambiance 12:00 noon, 10 February 1995. Plumes of steam rise out of the Grant Avenue manhole covers: cold today . . . colder tonight . . . bone chilling by parade's end. Even at noon, the sun remains shrouded behind wintry fog, which becomes thicker as the day moves toward the 6:00 P.M. parade start time. Everyone is busy. Clothes must be washed, special foods prepared, and houses cleaned and decorated to ensure a proper start to the new year. And, despite a need for efficiency, a lane of Grant Avenue, the commercial artery of Chinatown, is closed; tables are set up in the street for the sale of shark fins, birds' nests, dried fish, special vegetables, good-luck sweets, and sprays of plum blossoms. Blossoms are everywhere; the pungent aroma of almonds and peach pits cut sharply through the dampness. The elegant sprays of flowers must find their way into every household or else the inhabitants' allotment of good fortune will evade them for the entire year.
People dash across the street at terrible risk-they are busy-but the drivers are even busier. I turn to the sound of a brake's screech to see a young man sprawled before a car. The young man gathers his packages, gets up, and walks off without even looking back-he is just too busy. I see individuals of European descent, conspicuous by their casual saunter-no house cleaning and decorating for them. (Do they all carry cameras?) If this is their first experience with Asians, they must think them terribly industrious, and . . . pushy, since today the narrow sidewalks of Grant Avenue cannot accommodate the tourists and task-oriented Asians together.
Newly washed clothes hang from side-street fire escapes where they must dry and be put away before the lunar new year. The fog thickens and forms beads of water on eyeglasses and mustaches, and I feel disheartened for the tenants whose hanging clothes will not dry in time.
Sphere A: Audiences
The Grant Avenue market scene changes as evening approaches. Bright petals of plum blossoms dot the gutters as vendors empty their buckets. The final dash of shopping is finished, and Asians become conspicuously absent from the streets. But not for long. Television crews finish their preparations around Union Square outside the southern boundary of Chinatown. The parade route loops around the square from Market Street, then enters Kearny for the gradual ascent along the edge of Chinatown. That is my chosen spot for reviewing the parade today. Decades ago, I watched from the terminus at Columbus Avenue, but tonight I want to see the performers before their punishing ascent to Columbus Avenue.
Already, the seats along Union Square are filling with camera-clad spectators. Asians are scattered through the crowd, but mostly the viewers are of European descent. Thus, the bystander audience of Caucasians outnumbers the Asian central audience. Presumably, the cultural audience members are inside the warmth of their newly cleaned homes celebrating the final weekend of new year with drinks and good-luck foods. A thousand years of tradition dictates this. Meanwhile, along the parade route, we share a unified worldview about the weather: all of us growing numb in the piercing cold. A talkative couple from Nebraska, visiting their daughter in the Bay Area, has decided to witness the parade. "The cold is okay," they say, "but the dampness is getting into our bones." A group of high schoolers comes up in a van, reveling in their own company; their enthusiasm propels gusts of mist from their mouths. But, for the most part, the audience is quiet, as if conserving heat. Conversely, the performers are invigorated by the cold and move fluidly through the street.
Sphere PP: Primary Performers
The performers can be divided into four groups: (1) mythical creatures and beings, (2) marching bands, (3) float riders, and (4) martial arts clubs. However, these categories overlap. For instance, in the first group, the energetic lion and dragon dancers are mostly martial arts performers. Thus, the term dancers does not accurately describe these athletic performers, although that is their traditional name.
Mythical creatures and beings include four-footed lions operated by two performers and the phantasmagoric lions with long serpentine bodies carried by dozens of athletic young men and women. Functionally, the dragons resemble the serpent-bodied lions except for their elongated reptilian heads. A particular crowd pleaser is an all-women group of lion dancers who perform ten feet above the ground atop a line of poles. Also unforgettable is the gay and lesbian group carrying their dragon made of lavender balloons. The Seven Immortals (earthly citizens who were long ago elevated to deities representing good fortune, happiness, good luck, wealth, long life, satisfaction, and contentment) are also represented. In countries influenced by Chinese culture, each Immortal has its own festival during the year. But in this New World Chinese American parade, all seven converge to march together: a kind of supershow of deities.
The marching bands are affiliated with grade schools, high schools, and universities. One university band places all of its Asian members at the front of its ranks. As a category, the bands seem the most "American" of the partic-ipants, with traditional military-style band uniforms and Souza music that would make them at home anywhere in Main Street America. And yet this "most American" component of the parade symbolizes "the focus of the holiday on the future . . . progeny of the community" (K. Wong, personal communication, 12 June 1995) . This contrast of cultures is most evident when an all-girl drum and drill team marches by dressed in traditional Chinese costumes.
Float riders include dignitaries, famous athletes, politicians, businessmen, and children from grade schools. In the last group, the youthful "progeny of the community," even those with blond hair, wear Chinese costumes. Others wear pig costumes and snouts to indicate the year of the boar. And finally, the five Miss Chinatown USAs, representing each of the Chinatowns in the United States, drive by in their floats waving and smiling . . . smiling and waving.
The martial arts clubs category contains the greatest number of people. Wielding clubs, staffs, sticks, knives, swords, and implements connected by thongs, these groups execute theatrical exercises and engage in mock battles such as those in kung fu movies. One group races by on roller-blades. The name of each club is carried prominently by sign bearers-an act of pride and good business.
It becomes clear that the Chinese assign important thematic influence to the event, but fewer than half of the performers are Asian, and it must be assumed that some are not Chinese. Again, clear lines blur, and once the parade begins, it doesn't matter.
Sphere P: Performance
Firecrackers crackle in the distance. "Ah! They've started!" The crowd joggles about, stamping cold feet and moving about in place. We are several streets north into Chinatown, so the parade ought to reach us in several minutes. Soon the din of driving metallic drums is upon us, and the lion dancers are in sight. Lion heads of silk with articulated eyelids and jaws are carried overhead by powerful performers. One lion has a long serpentine body carried by dozens of athletic men and women. A banner identifies the performers as members of a local martial arts club. At least half of the performers appear to be Asians, but in total the group exhibits a strong multicultural appearance.
I count more than a dozen groups of lion dancers, most costumed with long serpentine bodies, but some with the more common two-person lion costumes. At least four long dragons are interspersed throughout the parade, carried by dozens of young men and women. Together, the lions and dragons represent the most athletic performers. They move through the entire parade route energetically representing frightful animals. Because of the physical requirements, these lions and dragons have been the responsibility of martial arts clubs in the Bay Area. Besides the lions and dragons, there were about two dozen clubs that march in formation, performing all kinds of feats with fists, staffs, swords, and knives. They are crowd pleasers because of their theatrics.
Political statements are being made in the parade as well. One float carries a replica of the Tiananmen Square Statue of Liberty-adopted by the Chinese as the "Goddess of Democracy." Another political statement is made by the Gay Asian Pacific Alliance by means of its long lavender dragon made of balloons.
For the moment, I forget the cold as my senses are bombarded with smells, sights, and sounds of the parade. This inundation of the senses is compounded by decades-old memories of past parades and my growing awareness of the parade's history and purpose. There is much work to do before order emerges from all this parallel processing of experience.
Return to Sphere E
The damp, cold night distracted me from experiencing fusion, although I suspect others in the audience probably did, particularly those closer to the perfume of sulfur and the din of firecrackers. But the elements did indeed coalesce a few days after the event as I organized my notes and assigned data to the various spheres. I came to understand that the parade is not about Chinese culture but rather about a group negotiating its place in America. The San Francisco Chinese New Year parade is presented primarily for white Americans, not for the Chinese. While the colorful kung fu clubs jabbed and kicked their way up Kearny Street, the Chinese Americans were at home with their treasured friends and families, eating dim sum, good-luck candied melon, and gingerroot, much as they have for a thousand years. Meanwhile, the Chinese Americans in the parade represented elements in their lives distinctly different from their family or ancestral culture. The concept of a Miss Chinatown USA, for example, is an un-Chinese, distinctly American manifestation of their present homeland. The metaphor for this interpretation is the Saint Mary's School Chinese Drum and Bell Corps and Drill Team. Dressed in silky red and gold costumes, these delicate young women march with Amazon determination as they hammer out a cacophony of clashing cultures.
Thirty years ago, I was amused at what I thought of as a train wreck of East clashing with West. It was just too incongruous, too far from the image of the "Hollywood" Chinese maiden clad in similar costume, pouring tea. But now, as I organize all I have seen and experienced, I can see how the Saint Mary's School Chinese Drum and Bell Corps and Drill Team is a statement of where they are from (China), where they are (America), and, particularly, who they are (Chinese and Americans together). They have negotiated Kingston's (1976) notion of "double vision" in a way that brings order-as well as richness-to their lives. Thirty years ago, I recall young women marching in dainty sandals through the inclined, wintery streets of San Francisco. Today, they wear sensible red sneakers with white laces and soles (for a photograph of the previous attire, see Dicker 1979:64-65) . By donning elegant Chinese costumes matched with red sneakers, and hammering on drums and glockenspiels, members of Saint Mary's have "accepted their ambiguous, unequal, and often imbalanced cultural worlds, to survive the lack to continuity in their ethnic heritage with a sense of irony, and to invent new, creative ways to experience and appropriate from different cultural traditions" (Chen 1994:9) . Like the Saint Mary's School Chinese Drum and Bell Corps and Drill Team, the two worlds make particular demands that are salient to their predicament-hence the frenetic behavior during festival week. Business goes on during the fourteen-day new year celebration, and both Chinese Americans' Chinese and American heritages must be accommodated simultaneously (Huang n.d.:21) .
Like the Hmong in the video ethnography Between Two Worlds: The Hmong Shaman in America (Conquergood 1982) , the performers from Saint Mary's are situated within two cultures. But with time-measured in generations-the young performers are able to plant their feet in both worlds, and I believe they are enriched by this mix. Kingston (1976) , like these young performers, in her struggle to integrate Chinese and American cultures, developed (with negotiated introspection) a philosophy of "double visioning" that allowed her to retain both cultures in harmony. The tragedy of the Hmong in America, documented in film by Conquergood (1982) , is a first-generation loss and alienation of a culture. It is disturbing to watch the process, but we should allow ourselves some comfort in knowing that, like the Saint Mary's School Chinese Drum and Bell Corps and Drill Team, cultures can commingle and even prosper in America.
CONCLUSION
As visualized in Figure 1 , the CPAS method, discussed and exemplified here, can be used in educating oneself and communicating to others about cultural performances. The result is a dynamic amalgamation. A performance does not exist without its human participants (audience and perform-ers); and all participants, including the researcher, exist in immediate and multiple cultural contexts. The ethnography should be written in such a way that readers and/or the affiliated members of the performing organization can more easily hear/see/read/evaluate the quality of the performative ethnography. In particular, the ethnography must have regard for issues of researcher manipulation. As Briggs (1993) argued, "In claiming the power to represent the voice of the Other, scholars shape not only how these voices will speak (through literary conventions of translation) but also what they will say (by selecting which texts to use and how to interpret them)" (p. 419). Ethical issues of self and methods should be reflexively manifested to all parties concerned.
The value of the CPAS method as it is presented in this article is threefold: (1) It foregrounds the performance ethnographer with full acknowledgment that the knower is an inextricable part of the known; (2) it is a sensitive process for preparing for, interacting with, and later writing about or performing multilayered, complex experiences of cultural performances; and (3) it provides more information on the process of reading an ethnography of a cultural performance.
There are obvious shortcomings to the CPAS process. It can restrict thinking about other ways to organize information; it can, as the repeated use of Burke's (1969) pentad often did, result in cookie-cutter reports; it can focus attention too much on process and not enough on product; and it ignores the undescribed spheres of influence on the event-those infinite cultural and personal motivations that circle around the people involved.
As can be seen from Matsumoto's preceding Chinese New Year performative-cultural example, a researcher following the CPAS path produces writing that is dialogic rather than authoritative, diverse rather than formulaic, and intriguing rather than pedantic.
The CPAS method helps performance ethnographers intertwine their own complex perceptions as they learn more about the culture and approach understanding so as to communicate the constituent elements (or spheres) that can be identified in performative-cultural phenomena. Thus, the ethnography of a cultural performance becomes, paradoxically, a performance of the writer for the reader.
